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HISTORICAL ROOTS OF OPEN-AIR MUSIC IN THE
CHINESE CULTURAL TRADITION

Summary: This article presents a comprehensive study
of the historical roots and developmental trajectory of
the phenomenon of open-air music (tianyin yue) in the
context of Chinese urban culture. The aim of the study
is to trace the continuous evolution of public music-
making from its origins to its formation as a stable cul-
tural tradition. The author identifies a threefold genesis
of this phenomenon, deriving from the syncretic art of
baixi, ceremonial performances, and popular street thea-
tre. The methodology is based on historical and cultural
analysis, which makes it possible to examine consistently
the key stages of transformation. The study begins with
an analysis of the archaic ritual and mystical practices of
the Xia and Shang periods, which were transformed into
large-scale outdoor court festivities. It then goes on to
investigate in detail the flourishing of baixi during the
Han, Sui, and Tang periods, when performances moved
onto city squares and streets and became a mass spec-
tacle. Particular attention is paid to the stage of profes-

The practice of holding open-air musical events
(tianyin yue) has deep historical roots in China. Its
developmental trajectory is inextricably linked to
the cultural tradition of urban settlements. This phe-
nomenon is not a disconnected fragment of history,
but a clear line stretching across the centuries. To
understand the nature of its existence in the con-
temporary city, it is important to trace the process
of formation and transformation of music in urban
spaces within the Chinese cultural tradition, which
has a threefold genesis in the art of baixi, ceremo-
nial performances and processions, and popular
street theatre; this is the focus of the present article.

Before considering the problem in terms of the
early forms of street music-making within urban
culture, it is fair to look back to an earlier peri-

sionalisation and commercialisation in the Song period,
associated with the emergence of the specialised enter-
tainment districts known as gulan washe. The historical
overview concludes with an analysis of the diversification
of venues in the Ming and Qing dynasties, including per-
manent street stages (sitai) and the unique “water operas”
(chuanxi). The main conclusion of the article is that over
the course of millennia, public musical practice in Chi-
na has shown a steady tendency towards institutional-
isation, expansion of scale, and increasing formal com-
plexity, directly dependent on the development of the
urban environment, the economy, and social demands.
This deep historical tradition has formed a unique cul-
tural code that has predetermined the comprehensive,
adaptive, and highly diverse character of the existence of
music in contemporary public spaces in China.
Keywords: open-air music (tianyin yue), Chinese urban
culture, baixi, gulan washe, sitai, chuanxi, public music-
making, ritual practices.

od (???—2070 BCE), to an era when human civilisa-
tion was at a primitive stage of development and
writing and music had not yet taken shape. The
first evidence of how people expressed their atti-
tude to the world is preserved in rock paintings de-
picting primitive pantomimic ritual actions. These
were based on the modelling of scenes of hunt-
ing and warfare, which were believed, in a mysti-
cal way, to prepare the achievement of victory in
real hunts and military clashes. This process was ac-
companied by rhythmic ritual songs and dances. In
the rock paintings dating from the Neolithic to the
Bronze Age discovered in Cangyuan County, Yun-
nan Province, vivid scenes of pantomimic imitation
of battles are depicted. Numerous figures holding
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Fig. 1. Rock images of ritual zoomorphic figures in Cangyuan (Yunnan Province), dating from the Neolithic to the Bronze Age.
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Fig. 2. "Programme of performances on the baixi reliefs from the Eastern Han tomb in Beizhai village, Yinan County, Shandong
Province: ball-and-sword juggling (tiao wan jian), tumbling falls (zhi dao), pole-climbing (xun zhang), hanging stunts (gen gua), belly-
spinning (fu xuan), balancing on a high pole (gao), equestrian acrobatics (ma ji), performances with a dragon (xi long), a phoenix
(xi feng), a leopard (xi bao), a fish (xi yu), chariot performances (xi che), the dance with seven plates (qi pan wu), and the Jiangu drum
dance (jiangu wu). There are 28 performers. The accompanying musical instruments are: bells (zhong), stone chimes (ging), drum (gu),
pellet drum (tao), panpipes (paixiao), vertical flute (shudi), sheng mouth-organ (sheng), zither (se), and xun ocarina (xun). The musical
ensemble consists of 22 players. The total number of people on stage is 50.

124

swords and shields, bows and arrows move in uni-
son [2, pp. 93-94].

This type of performance has its roots in ear-
ly forms of religious belief and embodies a primi-
tive practice that, through ritual actions, sought to
manipulate the “deities” and thereby subjugate the
forces of nature and fate.

With the development of agrarian civilisation
and the emergence of early states, the original sac-
rificial ritual actions were transformed into musical
and dance performances, some of which continued
to accompany sacrificial rites, while others served to
entertain rulers. Scholars of pre-Qin texts have dis-
covered a number of accounts of performances held
in the open air. The earliest such reference dates
back to the Xia dynasty (2070-1600 BCE). It relates
that the ruler Qi of Xia, "having assembled all the
forces of the state, feasted in the fields, where the
bells resounded majestically, the flutes and zithers
sounded powerfully, and the dancers of the ‘Many
Dances’ (Wanyu) moved in orderly ranks” [20, pp.
383—384]. Jie of Xia also built an extensive Duan-
men (Ceremonial Gate) for female musicians, who
“sang in the mornings, and their voices could be
heard at three crossroads (that is, in every corner
of the realm)” [5, p. 1398].

During the Shang dynasty (1600-1046 BCE),
King Zhou (the last ruler of the Shang) specially
built a high platform for musical and dance per-
formances, which is recorded in the Historical Re-
cord of the Three Kings: "King Zhou ordered the
musician Yan to compose popular melodies of the
northern outskirts of Zhaoge and seductive danc-
es. Then he erected the Deer Terrace (Lutai), mak-
ing halls of jade and gates of jasper. The platform
of the terrace extended three li in width, its height
was one thousand chi, and its construction took sev-
en years” [14, p. 44]. At the same time, “King Zhou
gathered a huge number of musicians and actors
at Shagiu for entertainment, created a ‘lake of wine
and forest of meat’ (jiu chi rou lin), and gave himself
over to feasting throughout the night” [15, p. 105].

There are also corresponding records concerning
sacrificial rites, for example, descriptions of how “...
the king establishes seven temples, one altar (tan)
and one open ground (shan). The earth is heaped
up to make a raised mound — this is called tan; the
ground is cleared of vegetation —this is called shan”
[18, p. 232]. Initially, tan and shan were used "“...for
sacrifices to Heaven, Earth, and the ancestors; lat-
er they also served for leagues of feudal lords, cer-

emonies of summoning troops, and other events.
When performing sacrificial ceremonies to Heaven,
Earth, and the spirits on tan and shan, large-scale
dance performances were held” [21, pp. 12—13].

All the above-mentioned historical sources in-
dicate that already at the very earliest historical
stage there existed large-scale ritual and musical-
dance performances held in the open air. This laid
the foundation for the development of open-air
music within the emerging urban culture.

The first documented evidence of the presence
of musical art in the public spaces of Chinese cit-
ies dates from the Qin and Han periods. One re-
searcher writes: “...in the period from the Qin dynasty
(246-207 BCE) to the Han dynasty (2nd c. BCE —
3rd c. CE), there had already appeared a theatrical
art known as baixi (‘one hundred entertainments’),
which included folk songs, dance, instrumental ac-
companiment, shadow theatre, puppet theatre, and
other theatrical genres. The genre of baixi has sur-
vived to the present day and plays an important role
in regional traditional theatres of China.”

It is clear that baixi (B3X£) did not constitute
a fully formed, unified, and codified art, but rather
a "mixture of different components” that brought
together athletic contests, acrobatics and magic
tricks, sleight-of-hand, songs, dances, and costumed
performances. Archaeological finds make it possible
to reconstruct the full diversity of baixi's creative
components. Thus, in the Report on the Excavation
of an Ancient Tomb with Reliefs in Yinan compiled
by a group of archaeologist scholars, a description
is given of a relief presented in the form of a baixi
performance programme. We reproduce it in full.

This provides vivid, concrete archaeological evi-
dence of the generic richness of baixi (BX). In the
Han period, large-scale baixi performances were
likewise held in open spaces — in palace court-
yards or on city squares. On the one hand, this was
due to the fact that the large number of performers
and the profusion of props could not be accommo-
dated indoors; on the other, natural daylight was
more conducive to showing large-scale spectac-
ular events. In his study of Han-period arts, Xiao
Kanda writes: "As for the even larger-scale musical
and dance baixi programmes, they could only be
staged in a public square.”

The size of the audiences at such performances
is indicated by Ban Gu: “In the spring of 108 BCE
(the third year of Yuanfeng under Emperor Wudi of
the Han), a baixi performance was held in Chang'an,
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Fig. 3". The handscroll Qingming shanghe tu by Qiu Ying (Ming dynasty), now in the collection of the Liaoning Provincial Museum

(detail with sitai).

and spectators came from within a radius of three
hundred li.” Although historical documents do not
specify the exact locations of such events, the es-
timated number of participants suggests that per-
formances of baixi on this scale could only have
taken place on city squares.

With the end of the Han dynasty, baixi retained
its relevance in the following centuries, but it reached
a particular peak during the Sui and Tang periods
(581-907). An interesting historical fact is recorded
by Xian Ziging: “Once, Emperor Yang of Sui organised
a grand baixi spectacle in Luoyang, turning an area
of eight li— from Duanwu Gate to Jianguo Gate —
into ‘performance grounds’, and along the road addi-
tional viewing stands were erected” [16, p. 227]. This
suggests that in the Sui period (581-618) the choice
of venues for baixi performances expanded signifi-
cantly, going beyond courtyards and square spaces.

In the Tang period (618-907), permanent and
relatively fixed performance locations for baixi
emerged. Qian Yi, a writer of the early Song peri-
od (960-1279), notes in his News from the South-
ern Quarter: “The performance grounds of Chang'an
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are mainly concentrated at Ci'en, smaller ones at
Qinglong, followed by Jianfu and Yongshou. Ci‘en,
Qinglong, Jianfu and Yongshou were well-known
Buddhist monasteries in Chang'an at that time, locat-
ed respectively in the wards of Jinchang, Xinchang,
Heya and Yongle” [13, p. 75]. These performance
zones were permanent places where ordinary peo-
ple could come to watch baixi. In addition to these
permanent fixed sites, the tradition of spontane-
ously organised performances in courtyards and.
square spaces, similar to those of the Han period,
continued. Thus Duan Anjie writes that “the ‘song
contests’ (dusheng yue) held at the East and West
Markets of Chang'an took place on the broad Ti-
anmen Street, that is, Zhuque Avenue” [3, p. 22].
It may be assumed that, numerically, baixi perfor-
mances in urban and market squares predominat-
ed. Baixi was so popular that it was even initiated
by imperial personages: “On every major festival,
such as the Festival of Ten Thousand Autumns (the
fifth day of the eighth lunar month) and the Lantern
Festival (the fifteenth day of the first lunar month),
Emperor Xuanzong of Tang (r. 712-756) would hold

Fig. 4. The Qing-period palace edition (Qingyuan version) of the handscroll Qingming shanghe tu (Along the River During the
Qingming Festival) is now in the collection of the National Palace Museum, Taipei (detail with sitai).

musical, dance, and various baixi performances on
the southern square of the Qinzheng Pavilion in the
Xingqing Palace, allowing nobles and commoners
to watch” [24, p. 278].

When speaking of artistic practices in the ur-
ban space of the Tang period, it is also necessary
to note that, in an open society with freedom of
religion (with Buddhism dominant), religious pro-
cessions accompanied by music formed an impor-
tant part of musical phenomena taking place on
city streets. Ancient texts record: “On the day of
tonsure (the taking of monastic vows), more than
one thousand five hundred 'music carts’ of officials
and commoners moved through the streets, and
in front of the main hall of the monastery ‘Nine-
Court Music’, ‘Music of Breaking the Enemy’s Bat-
tle Lines’ and baixi performances were presented”
[19, pp. 140-141]. Such religious musical events
could rival only the marching bands that accompa-
nied the emperor's outings in their splendour and
volume. Researchers of palace records of the Qin
dynasty note: “The Jiangnei Jiaofang (Inner Music
Bureau at the imperial court) was responsible for

ceremonial guards at the emperor’s entrances and
exits, predominantly using wind and percussion (gu-
chui), bells and drums. Their powerful sounds spread
along the Heavenly Avenue (tianjie) and the wards
(fang), and all kinds of musical soundings carried
across markets and residential areas. Eventually of-
ficials submitted a memorial requesting an end to
the phenomenon of mutual competition in loud-
ness between the musical events of the Buddhist
monasteries and those of the Jiangnei Jiaofang, as
it was excessively noisy” [11, p. 923].

Thus, from the reigns of the Qin and Han dynas-
ties to the Sui and Tang periods (221 BCE-907 CE),
the development of early Chinese musical arts in
public spaces was characterised by gradual expan-
sion and institutionalisation. This evolutionary pro-
cess laid the foundation for the emergence, in the
Song and Yuan periods, of the more professional
and “civilised” gulan washe (public entertainment
establishments).

After the Tang dynasty, having gone through the
troubled era of the Five Dynasties and Ten Kingdoms
(907-960), the appearance of gulan washe (public
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entertainment zones with stages and booths) in the
Song dynasty (960—1279) marked the fact that pub-
lic musical space in ancient China had become more
professional and oriented towards the interests of
urban residents. Duan Haiyan writes: "With the de-
velopment of foreign trade, handicrafts, and com-
merce, the permanent population of cities and towns
grew continuously, and the musical culture of the cit-
ies also made significant progress. Many performers
of court songs and dances, as well as talented folk
entertainers, converged on the cities, contributing
to the emergence of gulan washe” [4, pp. 129-130].

The washe were large commercial and enter-
tainment establishments in Song-dynasty cities pri-
marily serving the urban citizenry. Within the washe
there were certain permanent spaces specifically
intended for performances, called gulan. “Each washe
could contain more than ten gulan, simultaneously
meeting the needs of various kinds of stage art, in-
cluding lyrical singing (intimate vocal performance
in a small setting), ju (a composite stage art with
song, dialogue, and acting), puppet theatre (perfor-
mances using puppets), acrobatics (various physi-
cal stunts and feats), storytelling (oral narration of
prose tales), dance (rhythmic bodily movement to
music), wrestling shows (sumo-type contests pop-
ular in the Song period), shadow theatre (perfor-
mances using silhouettes on a screen), and others”
[6, pp. 25-30].

Thanks to rapid economic development and
population growth at that time, the washe enter-
tainment districts became widespread in cities, es-
pecially in large urban centres such as Bianjing (the
capital of the Northern Song dynasty, 960—-1127). In
The Eastern Capital: A Dream of Splendour (Dong-
jing menghua lu) it is recorded that: “The gulan and
washe in Bianjing during the Song dynasty were ex-
tremely prosperous; among them were the Sanjia
washe, Zhujiao washe, Baokanmen washe, Xinmen
washe, Zhousi washe, Zhouwei washe and others”
[10, pp. 122—-128]. Among these there were also sev-
eral large-scale washe: “On the south side of the
street lay the entertainment quarter of the San fam-
ily's washe. Closer to the north was Zhongwa, and
further on, Liwa. In total there were more than fif-
ty theatre structures, large and small, including the
Lotus Stage and Peony Stage in Zhongwa, and the
Yakshi Stage and Elephant Stage in Liwa. The larg-
est of them could accommodate several thousand
people” [9, p. 15]. These texts attest to the great
popularity and economic success of the gulan and
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washe in the Song period. In the course of their
development and flourishing, the phenomenon of
public musical space in ancient China, centred on
performances in the gulan, gradually reached ma-
turity. It is important to note that the greater part
of performances in these entertainment establish-
ments took place on open-air stages under the sky,
and only a small portion was held indoors.

After the Song dynasty, stages for musical per-
formances were no longer limited to the gulan and
washe. The emergence of new forms of theatrical
presentation, such as “performances on sitai” and
“performances on boats”, marked a process of di-
versification of venues intended for various kinds of
shows, tied to an even more extensive move from
enclosed spaces into open urban zones. Sitai were
stages in ancient China specially intended for op-
eratic performances. The idea of their construction
originally arose under the influence of the musi-
cal pavilions in the gulan. Inspired by these struc-
tures, people installed pavilions in open areas, and
as a result sitai emerged as special places for per-
formances in public space.

The development of society and the economy
and the prosperity of commercial trade promoted
the spread of sitai. Their popularity and scale in
the Ming (1368-1644) and Qing (1644-1912) peri-
ods are reflected in two paintings of the same title,
Along the River during the Qingming Festival (Qing-
ming shanghe tu). The first, created by the Ming
painter Qiu Ying, depicts a performance on an op-
era stage and is similar in content and composition
to the Qing-period version executed by painters of
the imperial academy. These works provide direct
evidence that street opera performances (sitai) in
the Ming and Qing dynasties had become an im-
portant form of artistic and entertainment activity
in people’s lives.

In addition to the sitai stages erected on land,
sources from the Ming and Qing periods also re-
cord musical performances on water, the so-called
chuanxi (water operas in which water serves as the
environment and the boat functions as a theatri-
cal stage). During these eras, marked by the expan-
sion of transport along canals and rivers, chuanxi
gradually became very popular. The boats used for
chuanxi were called xichuan (theatrical boats de-
signed for opera performances). In contrast to per-
formances on sitai, chuanxi, constrained by the size

1. https://pan.baidu.com/s/1BuoREG26StgK3QUYnklO1g
Extraction code: 8888

of the xichuan, were often small in scale, simple
in form, and concise in content. Zhang Dai made
two notes on this subject in the late Ming and ear-
ly Qing periods. The first concerns the experience
of watching selected opera scenes on the yacht of
the merchant Wang Rugian: “That night Peng Tianxi
first performed opera scenes in the Kunshan 2 style
together with Luo San and Yu Min, and it was in-
credibly beautiful; then, with Zhu Seng and Xiu Ji,
he performed scenes in the Diaojiang * style, which
were no less brilliant” [8, p. 51]. The second note
describes how his family built a tall xichuan and
named it “louzhuan”“ "Our parents (referring to
Zhang Dai's father or other senior members of the
family) built a large boat. The day it was completed
fell on the fifteenth day of the seventh lunar month,
the Mid-Autumn Festival. All the family members,
from grandfather down to the youngest genera-
tion, gathered there. A stage made of several layers
of wooden slats was erected for the performances;
there were more than a thousand boats, large and
small, carrying spectators from the city and neigh-
bouring villages” [8, p. 125].

It is obvious that in the Ming and Qing periods
only people of a certain social status or with suffi-
cient means could own a xichuan. Therefore it was
common for officials to rent such theatrical boats —
for example, this is mentioned in a passage in juan
8, entry 33 of Li Liao's Ming-dynasty work Jianwen
zaji (Miscellaneous Notes on What | Have Seen and
Heard): “When | was in Xunchong, | met a man with
the surname Qian, known by the nickname Shiya.
His fortune was estimated at around two to three
thousand taels of silver (which can be regarded as

2. Kunshan is a musical style of Kun opera, popular in Jiangsu
Province.

3. Diaojiang is a folk musical style characteristic of Zhejiang
Province.

4. Louzhuan is a large, multi-story ship equipped for hosting
entertainment events, including opera performances.

moderate wealth), yet he hired richly decorated the-
atrical boats, travelled in the company of singing
girls and acting troupes, and everywhere he went
he was followed by the sounds of music and song,
attracting universal attention and provoking much
gossip” [7, p. 687].

A record from the Qing period has also come
down to us describing an accident that occurred
during a performance of chuanxi: “Datunjiao (Da-
tun Bridge) was located inside the Small West Gate.
On both banks of the river there were markets and
shops, and there was not a single free space; the
river was narrow and shallow. In the summer of the
thirty-ninth year of the Wanli reign period (1611),
someone organised a chuanxi performance. Many
people stood on the bridge watching the show,
while those on the boats moored under the bridge
to shelter from the heat. When the sun began to
sink in the west, the bridge collapsed. The number
of dead was beyond counting; the water of the riv-
er turned red with blood” [12, p. 31]. This indirectly
shows that chuanxi, as a form of open-air musical
performance, was extremely popular at that time.

As the socio-economic development of ancient
China progressed, the spiritual needs of the popu-
lation increased, which in turn promoted the evolu-
tion of musical art practised in public spaces. From
the earliest primitive tribes to the last feudal dynasty
(Qing), the development of public music displayed
a tendency towards expansion of scale, diversifica-
tion, and professionalisation. The musical practic-
es of the past considered here shaped a tradition
thanks to which the urban spaces of twenty-first-
century China are adorned with numerous musical
phenomena. On the foundation of these historical
artefacts there has thus arisen the contemporary
phenomenon of Chinese public music, which can
be characterised as ubiquitous and highly diverse.
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NCTOPUNYECKME KOPHW ABJIEHNA MY3bIKW
OTKPbITbIX MPOCTPAHCTB B KUTAVCKOW
KYBTYPHOW TPAANLINW

AHHoTaumsa: Ctatbs NnpeacTaBaseT cobon Kommnaekc-
HOe nccaes0BaHNe UCTOPUYECKMX KOPHEN 1 TpaeKTopun
pa3BMTUA GEeHOMEHa My3blKM OTKPbITbIX MPOCTPAHCTB (TA-
HbWUHbIO3) B KOHTEKCTE KMTACKOM FOPOACKON KYAbTYpbl.
Lienb paboTbl — NpocaeanTb HeNpepbIBHYO 3BOJTOLMIO
Ny6ANYHOTO My3MLIMPOBaHWA OT €€ NCTOKOB A0 CTaHOBJe-
HWS KaK YCTOMUMBOW Ky/IbTYPHOW Tpasnumn. ABTOP BblsiB-
NAET TPONCTBEHHbIA FEHE3NC 3TOTO SBJIEHMS, BOCXOAALLNMA
K CUHKpeTMYeCcKOMY NCKyCccTBY «baicu», LlepeMoHnab-
HbIM NpPeACTaBAEHUAM N HAPOAHOMY YNINUYHOMY TeaTpy.
B ocHOBe MeTOA0/I0TNN NTEXUT NCTOPUKO-KYbTYPHbIN
aHaAun3, No3BO/ANOLWMIA NocaefoBaTENbHO PAaCCMOTPETb
K/toueBble 3Tanbl TpaHchopmaumn. ViccnegosaHne Haum-
HaeTcA C aHa/mn3a apxauyeckmnx puTyanbHO-MUCTUYECKMX
npaktuk 3nox Ca u LWaH, TpaHcPopmMmMpoBaBLUNXCA B Mac-
WwrabHble NPUABOPHbIE NPa3jHeCcTBa Ha OTKPbITOM BO3-
ayxe. [lanee petanbHO uccneayetcs pacuseT «baricu»
B nepuoabl XaHb, Cyi n TaH, Korga npescraBieHns Bbl-
LWIM Ha ropogckme Naowasmn 1 yauLbl, CTaB MacCoBbIM
3penvwem. Ocoboe BHMMaHWe yaenseTcs atany npo-
deccnoHanmsauumn n kKommepumanmsaumm B anoxy CyH,

MpakTrKa NpoBeAeHNs OTKPbITbIX MYy3blKaabHbIX
MEepPONPUATUIA (TAHbUHBIO3) nMeeT B Kntae rny6o-
Kne nctopumyeckme KOpHu. Tpaektopus ee pas3su-
TVA Hepa3pbIBHO CBA3aHa C KyNbTyPHOW TpaguLnein
FOPOACKUX noceneHnin. [laHHoe fABNeHne — He pas-
PO3HEHHbI GparMeHT UCTOPUK, a YETKAsA NHUSA,
NPOTAHYBLUAACA CKBO3b Beka. YTo6 NOHATL Npupo-
4y ero H6bIToBaHWA B COBPEMEHHOM ropoAe, BaXkKHO
npocaeanTb npouecc GopMmnpoBaHna 1 TpaHcdop-
MaLMn MY3bIKW TOPOACKMX MPOCTPAHCTB B KMUTaM-
CKOW KY/IbTYPHOM TPaAMLMM, UMEIOLLLEN TPOMCTBEH-
HbIV reHe3nc — UCKYCCTBO baiicu, LepeMoHManbHble

CBSI3aHHOMY C NMOSIBJIEHNEM CMeLaan3npoBaHHbIX pas-
BJiekaTeNbHbIX KBapTanoB «[yaaHbBaCbl». 3aBepLUaeT Uc-
Topuyeckunii 0630p aHann3 gmBepcuduKaL My NAoLWaAoK
B nepwog aAnHactum MuH n LmH, Bkatouas ctaumoHap-
Hble YAnYHble cLueHbl «CUTal» U yHMKalbHble «OMnepbl
Ha Boge» («YyaHbcu»). OCHOBHOV BbIBOJ CTaTbW 3aK/HO-
YaeTcs B TOM, YTO Ha NMPOTSXKEHUN ThicAYeNeTU Nybany-
Hasi My3blKasbHas npakTuka B Kutae geMoHcTprpoBana
YCTONUUBYHO TEHAEHLMIO K MHCTUTYLIMOHAAM3aLUK, po-
CTy MacLuTaboB v YCNOXHEHWO GOPM, HanNpPAMYHO 3aBUCA
OT Pa3BUTUS TOPOACKON CPesbl, SKOHOMUKM U COLLMAbHbBIX
3anpocoB. 3Ta rnybokas ncropuueckas Tpaamumsa chop-
MUpPOBasa yHUKaNbHbIA KyJbTypHbIA KOA, Npesonpese-
NVBLLMI BCEOOBEMIOLLNIA, ajaNTUBHBIN U YUpe3BbiYaiHO
pa3HoobpasHbIN xapakTep ObITOBaHWA MYy3bIK/ B COBpPe-
MEHHbIX 0bLLEeCTBEHHbIX NpocTpaHcTBax Kutas.
KnroueBble cioBa: My36/ka 0mKkpeimelx NpOCMpaHCmMes
(maHbUHbI03), Kumalickas eopodckas Kynemypa, balicu,
lynaHesacel, Cumati, HyaHecu, nybaudHoe mMy3uyuposa-
Hue, pumyasbHele NPakmuku.

npeacTaBAeHUs 1 LWeCTBUS, HAPOAHBIV YANUHBIN Te-
aTp, YeMy ¥ NOCBSALLEHa JaHHaA CTaTbA.

Ho npexae yem paccmatpuBaTb npobaemy B ac-
nekTe 6bITOBaHWA PaHHUX GOPM YAUYHOTO My3M-
LMPOBaHUA B paMKax rOpoACKON KyabTypsbl, byaet
CnpaBeA/MBbIM 3arnsHyTb B Hosee paHHUN nepw-
o4 (???. - 2070 rr. O H.3.), B 3NMOXY, KOr4Aa 4Yeno-
Beueckas LMBUAN3ALNA HAXOANNACk Ha NepBObbIT-
HOW CTafuun pasBUTMA, @ MMCbMEHHOCTb U My3blkKa
eweé He chopmmpoBannck. NepBble CBUAETENb-
CTBa O TOM, KaK BblpaXaau AK0A4M CBOe OTHOLUe-
HWe K MVpY, 3amneyaTieHbl B HaCKalbHbIX PUCYHKaX,
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npeAcTaBAAOWNX MPUMUTUBHbBIE MAaHTOMUMNYe-
ckue 06psAoBble AelicTBa. VIX OCHOBY COCTaBAANO
MOZeNNpOBaHue CLEH OXOTbl U BOMHbI, MUCTUYE-
CKW roTOBMBLUEE AOCTUXEHWNE Nobesbl B peasbHON
OXOTe N BOEHHbIX CTOJIKHOBEHMAX. ITOT NpoLiecc
COMPOBOXAANCA PUTMUYHBIMY OBPAAOBLIMMN Mec-
HAMW 1 Nasckamu. B HackanbHbIX puCyHKax 3Moxm
OT HeosnTa A0 HBPOH30BOro Beka, 0H6HapPY>KEHHbIX
B ye3ae LlaHbtoaHb NnpoBuHLmMK KOHbHaHb, 3aneyart-
JIeHbl ipKME CLieHbl MAaHTOMUMMUYECKON MMUTaLnm
CpaxkeHuii. MHOXeCTBO Nt04EN C MeYaMu U LuTa-
MW, C IyKamu 1 CTpenamm B pykax, COBepLIatOT eam-
HOBpeMeHHble ABuXeHuA [2, c. 93-94]:

JTOT BUJ NPeACTaBAEHNA YXOAUT KOPHAMU B paH-
H1e GOpPMbl PENTMO3HbIX BEPOBaHWIA, BOMAOLLAS
CO60M NPUMUTUBHYHO MPaKTUKY, KOTOpas Nocpea-
CTBOM PUTYasbHbIX A4EACTBUI MNblTafacb MaHUMNy-
NnpoBaTb «6oXKecTBaMm» U TeEM CaMbIM MOAUNHATD
CUAbI NPUPOABI U CYyAbObI.

C pa3BuTMEM 3eMeseNbYeckon LMBUAM3aLnu,
KOrAa BO3HUKAW paHHWe rocyAapcTBa, NepBoObIT-
Hble XXepPTBEHHbIE pUTyasbHble AENCTBA TPaHC-
dbopmMupoBanncCb B My3bikasbHO-TaHLEBa/IbHblE
NpeAcTaBAEHUS, OAHN N3 KOTOPbIX NO-NpPexHe-
MYy COMPOBOXAann 0bpsaabl XepTBONPUHOLLIEHWN,
a Apyrve chyxxuan passiaeyeHunto npasutenen. Tak
nccneaoBaTeny ApeBHUX TeKCToB A0 LimHbckoro
nepuoga obHapy>XXuan psaj CBUAETENbCTB O Npes-
CTaBNEHMAX, MPOXOAALLNX HA OTKPbITOM BO3AyXe.
MNepBoe Takoe yNoMWHaHWe OTHOCUTCS K AMHACTUM
Ca (2070-1600 rr. go H.3.). OHO NoBecTBYeT O TOM,
yto npasuTenb Lin Ca, «cobpaB Bce cuAabl rocyaap-
CTBa, MMPOBan B NOAAX, rAe BEANYECTBEHHO rye-
NI KOJOKOAa, MOLLHO 3By4Yanu CBUPean U LuTpsl,
a TaHUOpPbl «BaHby» ABUTanncb CTPOMHbIMU pAja-
mun» [20, c. 383]. Lze Ca Takxxe noctpousa obwmp-
Hyto [lyaHbm3Hb ([MTapagHble BOpoTa) A1 My3ULM-
PYHOLLMX XEHLLUWH, KOTOPbIE «Mean MO yTpaM, U Ux
roIoC OHOCKACA J0 Tpex NepekpecTkoB (TO ecTb
[0 BCEX YrO/IKOB rocygapcraa.)» [5, c. 1398].

B nepuog anHactmum LWaH (1600-1046 rr.
£o VIl Beka H.3.) Yxoy-BaH (nocnegHuii npaBmTenb
AvHacTum WaH) cneumanbHO MOCTPOUA BbICOKYHO
naoLWaaKy Anf My3blKaabHbIX 1 TaHLEBabHbIX Bbl-
CTYNAEHWU, O YeM eCTb NUCbMEHHOEe CBUAETENbCTBO
B VicTopunueckoli 3anncm o Tpex uapsx: «4xoy-BaH
npviKasan My3blKaHTy AHIO COUMHUTL NPOCTOHAPOs-
Hble MesIoANN CEBEPHbIX OKpanH Yxaors n cobnas-
HUTeNbHble TaHLbl. 3aTeEM OH BO3BEN OJIEHbIO Teppacy
(JlyTait), cozgaB 13 HedpuTa 3anbl 1 ALLIMOBbIE BpaTa.
Mnowasaka Teppack! gocturana TPEX AN B LUMPUHY,
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BbICOTa — ThICAYM UM, N CTPOUTENLCTBO 3aHAI0 CEMb
net» [14, c. 44]. B 10 e Bpems, «4>xoy-BaH cobpan
B LLlaLito OrpoMHOE KO/IMYEeCTBO MY3bIKaHTOB U aKTé-
pOB ANs pa3BAEYEHUN, YCTPOUB «L3HOUMN XKOYIUHb>
(O3epo 13 BMHa 1 nec U3 MsAca), 1 NpeaaBanca Nun-
pam BCtO HO4Yb HanponéT» [15, c. 105].

B OTHOLIEHMN pUTyanbHbIX XXePTBONPUHOLLE-
HWI TakXXe MMERTCS COOTBETCTBYHOLLME 3aMucy,
Hanpumep, CBUAETENbCTBA O TOM, Kakum obpasom
«...Llapb OCHOBbIBAET CEMb XPaMOB, OAUH anTapb
(TaH) M OAMH MPOCTOPHBIN YYaCTOK (WaHb).— 3eM-
JIF0 HaKanbIBatoOT, Ae/as ee BO3BbILEHWEM — 3TO
Ha3blBaEeTCs TaH; y4acTOK OUULLAKOT OT pacTUTeb-
HOCTW — 3TO Ha3bIBaeTcs waHb» [18, c. 232]. MNep-
BOHA4Ya/IbHO TaH W LWaHb UCMOJIb30BaANCh ANS «...
XEepPTBOMPUHOLLEHWI HEBY, 3eMie U NpeAKaM; Mo3xe
OHU CTann NPUMEHATHCA Tak>Ke AN COFO3HNYECKNX
cobpaHuii beosanos, LEPeMOHNI NPU3bIBa BONCK
N Apyrux MeponpusaTuid. Mpu npoBeseHn Lepe-
MOHUI XXePTBOMPUHOLLEHNA HebyY, 3emMe 1 fyxaMm
Ha TaH 1 LWaHb YCTpanBanncb MacluTabHble TaHue-
BaJsibHble BbICTynAeHus» [21, c. 12-13].

Bce BbIWeynoMAHYTblE NCTOPUYECKNE NCTOUYHN-
KW CBUAETENbCTBYIOT, UTO Y>XKEe Ha CaMOM paHHEM
MCTOPUYECKOM 3Tane choOpMMPOBaCS OMbIT NPO-
BeJeHNsA MacWTabHbIX pUTyasbHbIX U My3blKalbHO-
TaHUEeBaJIbHbIX pPa3B/ieKaTeNbHbIX AENCTB HA OTKpPbI-
TOM BO3ZyXe. ITO 3a/0XXU/I0 OCHOBY ANS Pa3BUTUA
MY3bIKW OTKPbITbIX MPOCTPAHCTB B paMKax BO3HU-
KatoLLen ropoACKOM KyNbTypbl.

MepBble 3apUKCMpPOBaHHbIE B UICTOPUUECKMX A0-
KyMeHTax CBMAeTeNbCTBa ObITOBAHNA My3blKab-
HOro MckyccTBa B 0OLLECTBEHHOM NPOCTPaHCTBE
KWTaNCKMX rOpOAOB AaTMPOBaHbl 3noxamu LinHb
n XaHb. VlcchegoBatens NULLET: «...B MEPUOA CO Bpe-
MeH gnHactum LinHb (246-207) Ao anHactnm XaHb
(Il B. 4O H.3.— I B.H.3.) y>Ke NOABUAOCH TeaTpaibHOe
NCKYCCTBO, Ha3blBaeMoe 6alicu («CTO TeaTpanbHbIX
npeACTaB/IeHWI»), KOTOPOE BK/IOYAI0 HAPOAHbIE Ha-
neBbl, TaHEL, MHCTPYMEHTalbHOE COMPOBOXAEHME,
TeaTp TEeHeN, TeaTp MapUOHETOK U APYrune XaHpbl
TeaTpanbHOro nckyccrea. XaHp bancm coxpaHucs
[0 HalIMX AHEN 1 UrpaeT BaXKHY poJb B perno-
HaNbHbIX TPAaAMLMOHHbBIX TeaTpax Kutaa» [22, ¢. 38].

QOueBunaHo, uto «baiicn» (B XX) He npeacTaBa-
Nno coboit chopMUPOBAHHOTIO, LLESIBHOTO U HOPMU-
POBaHHOIO MCKYCCTBA, a ABAANOCh «CMEChHO 13 pas-
HbIX KOMMOHEHTOB», 0OBbEeANHAIOLLEN CMOPTUBHbIE
COCTA3aHMA, akpobaTuKy 1 Maruto, GOKyCbl, MECHH,
TaHLLbl M KOCTIOMWPOBaHHbIe NpeacTaBieHus. Bocco-
3/,aTb BCE MHOroObpasme TBOPUECKMX COCTABAFOLLMX

«Bbancu» NO3BOAKOT apxeosornyeckme NaMsaTHU-
ku. Tak B OTUéTe 0 packornkax APeBHEN FPOBHMNLbI
C penbedHbIMU N306paxeHnamu B ViiHaHe, cocTas-
NEHHOM TPYNMoN yUYeHbIX-apXeoa0ros, AaHo onu-
caHue bapenbeda, npescraBneHHoe B BUe INMpo-
rpamMmmbl NpeacTaBaeHU «bancu». MNMpueegem ero
NoJIHOCTbO. «[lporpaMmma npeacTaBAeHUN Ha Ha-
pesbedax o “6anicn” 13 BOCTOYHOTaHbCKOW MOTU/IbI
AnHacTum BoctouHas XaHb B cene baruxain yesaa
WHuHb npoeuHumMK LLaHbayH: jogo ¢ MAYamu 1 Me-
uom (BkALfl), nageHwve c nepesopotamu (H3fl), noas-
em ma wecT (315), sucauve tprokn (ERIE), spaue-
Hus Ma xueoTe (AENE), 6anaHcpoBKka Mst BbICOKOM
cTon6e (&), skmnaxHbie Tprokn (51%), npeacrasne-
HUs € ApakoHoM (X&), deHnkcom (X X), neonap-
aom (X39), puibon (R E), npeacrasaeHns ¢ konec-
Huuen (XEZE), TaHey, ¢ cembto Tapenkamu (TR E),
TaHel, ¢ 6apabaHom LizaHbry (257 5E). YuacTHukoB
npeacTaBaeHnii — 28 yenosek. TWMbl CONPOBOXAa-
FOLLMX My3bIKabHbIX MHCTPYMEHTOB: Konokobl (),
KameHHble konokona (), bapabaH (&), TybaH (%),
nandneitta (BEFR), BeptmkansHas dneiita (588), ceHb
(%), ce (), kyHb (IR). My3blkanbHbIN aHcaMbBb —
22 yenoBeka.Obllee KOAMYECTBO NHOAEN Ha cue-
He — 50 yenoBek». [23, c. 60-61].

JTO ApKOe HarisAHOEe apXxeoaormyeckoe CBu-
[leTeNbCTBO XaHPOBOro boratctea «bancu» (B XK).
B snoxy XaHb MacwtabHble npeactaBaeHns «bancu»
TakXKe NMPOBOAWMINCH Ha OTKPbITbIX MAOLLaAKax —
B rOpoACKMX ABOpax uan Ha naowagax. C ogHoM
CTOPOHBI, 3TO ObIIO CBA3AHO C TeM, UTo boabLloe
KONINYECTBO apTUCTOB M 0bWIMe peKBU3UTA HE MOT-
JIO Pa3MeCTUTLCA B 3aKPbITOM MPOCTPAHCTBE; C ApY-
roi,— ectecTBEHHOe JHEBHOe OCBelleHne bonee
CNoCOBCTBOBANO AEMOHCTPALMN KPYMHbIX 3PemLL-
HbIX cObbITMI. Viccneays nckycctaa anoxum XaHb, CAo
KaHga nuwer: «470 KacaeTcs ewe bonee macluTab-
HbIX MPeACTaBJEHNI My3blKaJbHbIX U TaHLEBa/b-
HbIX NporpamMm balicy, To x MOXHO Bbl10 NPOBO-
ANTb TONbKO Ha naowaan» [17, c. 366].

Ha uncneHHOCTb 3puTeneli Ha Takux npeacTaB-
neHnax ykasbiBaeT baH lNy: «B BecHe 108 r. go H.>.
(Tpetnii rog FOaHd3H MMMepaTopa Yam AnHacTum
XaHb) B YaHbaHe bbl10 NpoBeAeHO NpeAcTaBAeHME
«bancr», Ha KOTOpOEe NPULLAY 3pUTENN U3 pagnyca
TpexcoT an» [1, c. 172]. XoTa nctopunyeckme foKy-
MEHTbI HE YTOUHSAOT KOHKPETHbIE MecTa NpoBese-
HWA TaKoro poga cobbITUI, HO MO Npegnosarae-
MOMY UMNCY YYACTHUKOB MOXHO 3aKAOUNTb, UTO
CTO/Ib MacliTabHble «bacm» Moram 6bITb peannso-
BaHbl TOJIbKO Ha rOPOACKMX MAOLLAAAX.

C okoH4aHueM 3noxu XaHb, «baicn» coxpaHu-
N0 CBOKO aKTyaslbHOCTb 1 B MOC/eAytoLine cToe-
NS, HO ocoboro pacuseTta gocturao B anoxu Cron
n TaH (581-907 rr.) B pabote CsaHb LisnunHa cogep-
KUTCA MHTEPECHBIA UCTOpUYeckmii dakT. «/mnepa-
Top Cyn AH-aM ofHaxabl ycTpoun B JlosHe rpaH-
J4MO3HbIN CMOTp «balcn», NpeBpaTnB TePPUTOPULO
B BOCEMb /i1 — OT BOPOT [lyaHby 40 BOpOT LI3aHb-
ro — B «TeaTpaJibHble MAOLWaAKM», @ BAOAb JOPO-
I OblN JOMNOAHUTENBHO BO3BEAEHbI 3pUTENBCKNE
TpUbyHbl.» [16, c. 227]. V13 aToro cnepyert, uto BblI-
60p MecTa NpoBeAeHNs NpeAcTaBAeHN «bancn»
B anoxy Cyi (581-618 rr.) cywectBeHHO MacLUTa-
6upoBancs, BbINAS, 38 PaMK/ ABOPOBbIX W MAOLLaZ-
HbIX MPOCTPAHCTB.

B anoxy TaH (618-907 rr.) noABMANCE MOCTOAH-
HO AEeNCTBYIOLLME U OTHOCUTENbHO GUKCUPOBAHHbIE
CLEeHNYecKme IoKaLmmn ans NpeAcTaBAeHnn «barcu».
LsHb W, nucatensb paHHero nepuoga CyH ( 960-
1279 rr.), B cBOel kHUre «HoBoctn o KOXHOW Ya-
CTW» 3anucan: «TeaTpanbHble Naowaakm YaHbaHa
B OCHOBHOM COCpPefoTOouYeHbl B LIM3Hb3IHb, MEHb-
wue — B LluHnoHe, 3atem cnegytot LizaHbdy 1 HOH-
woy. UnsHbaHb, LinHnoH, LzaHbdy v KOHLWOoy 6biim
N3BECTHbIMY BYAANACKUMWN MOHACTbIpSMM YaHbaHa
TOro BpPeMeHM, PacnoIOXXeHHbIMU COOTBETCTBEHHO
B kBapTanax LanHbuaH, CnHbuaH, Xatoa n FOHA0»
[13, c. 75] 2T TeaTpanbHble 30HbI OblIM NOCTOSIH-
HbIMW MecCTaMu, rae obblUHbIE K04 MOTAN MPUXO-
AUTb Ha npeacTaBaeHns «barcn». Kpome Bbiweyno-
MSIHYTbIX MOCTOSIHHO AEeNCTBYHOLLMX GUKCUPOBAHHBIX
MECT, COXpaHaaachb U TPaaMLMA CNOHTaHHO opra-
HW3yeMbIX NpesCTaBAeHWI B ABOPOBbIX W NAOLLAZA-
HbIX MPOCTPAHCTBaX, NOAOGHbIX TEM, UYTO CYLLECTBO-
BanAwn B aNoxy XaHb. Tak JyaHb AHL33 nuwweT, 4To
««[eCeHHble COCTA3aHMNA» (AYLWSHbIO3), NPOBOAN-
Mble Ha BOCTOYHOM W 3anafjHOM pbiHKax YaHbaHa,
MPOXOAWNAN Ha LUMPOKON yanLe TAHbM3Hb, TO eCTb
yanue Yxxyauros» [3, c. 22]. MoxHo npegnono-
XWTb, UTO B KOJIMYECTBEHHOM MaHe npejcTase-
HWs «baicu» Ha rOPOACKMX Y PBIHOYHBIX NAOLLAAAX
npesannposanu. Mickycctso «bancm» 6b1n10 cTONb
NONYASAPHbIM, YTO MHULUNPOBANOCh Aaxe uMne-
patopckmmmn ocobamu: «Kaxabii pa3 B 6onblune
npasaHukun, Takme Kak lNpasgHuk TeicaueneTtuns (nNa-
TOEe YMC0 BOCbMOrO JIyHHOro mecsaua) u MNpasg-
HuK MepBoro-®uHanbHoro MNoaHoNyHWs (NaTHaALa-
TOE YMC/I0 MePBOro NYHHOTo MecALa), MMMnepaTop
CroaHbuU3yHb TaHs (npasua B 712-756 rr.) ycTpau-
Ba/l Ha FOXXHOW naowaan naBmaboHa LIMHbL33Hb
B ABopLe CMHBbXHOHb My3blKaibHble, TaHLeBaNbHble
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n MHOroobpasHble npeacTaBaeHus «balicu», pas-
pellas ABOPSHAM W NMPOCTbIM NHOAAM HabaoaaTb»
[24, c. 278].

F'oBOps 0 6bITOBAHMMN UCKYCCTB B FTOPOACKOM MpO-
CTpaHCTBe 3MoXu TaH, HeNb3s He CKa3aTb O TOM, YTO
6yayumn OTKPbITbIM 06LLECTBOM CO CBOHOAOM BEpPO-
ncnosegaHus (Npyv 4ZOMUHUpPOBaHUK Byaansma),
Ba>KHOM YacTbO My3blKaNbHbIX SBAEHUI, OCYLLECT-
BJIIeMbIX Ha YAULLAX FOPOAOB, ObIAN PENNTUO3HbIE
LLEeCTBUS, COMPOBOXAAEMbIE MY3bIKOM. B ApeBHMX
TekCTax 3anncaHo: «B geHb noctpura (NpUHATMA MO-
Hallecknx obpsaoB) bosee yeM OfHa ThbicsYa NATL-
COT «My3blKa/IbHbIX MOBO30K» YWHOBHUKOB W 06bIU-
HbIX JIFOAEN NepeaBUraancb No yanLuam, a nepes
FIaBHbIM 3aJ10M MOHACTbIPS UCMONHANNCD «[leBaTu-
[ BOPOBOE My3ULMpPOBaHue», «My3blka pa3bueHus
BPaXXECKNX CTPOEB» M NPOXOANIN NPeACTaBieHUs
Baricu». [19, c. 140-141]. Takvne pennrnosHole My3bl-
KaJibHble MePONPUATUS NO MbILLIHOCTM U FPOMKOCTU
MOF/IM COMepPHMYaTh TONbKO C MapLUMPYOLWUMMN Op-
KecTpamu npw Bblesgax uMmnepatopa. Miccnegosarte-
2N ABOPLOBLIX 3anucen anHactum LinHb, ykasbiBa-
toT: «Li3siHHeN u3sodaH (BHYTPEHHWI My3blKajbHbIM
AenapTaMeHT Npv NMMNepaTopckoM ABOPE) OTBeYas
3a LlepeMOHMaNbHbIe CTPaXKM NpU BbIXOAAX Y BXOAaX
MMnepaTopa, NPEMYLLECTBEHHO UCMOJb3ys TPYOHbIE
N yAapHble NHCTPYMEHTBI (ryuyii), Kosokona un 6a-
pabaHbl. MoLLHbIe 3ByKM NPO3BYyYann Ha HebecHoW
yanue (TaHbu3e) 1 kBapTanax (paHb), a BCe BUAbI My-
3blKa/bHbIX 3BYYaHWI PacnpoCTPaHAANCh MO PbIHKaM
W XWAbIM KBapTasam. B ntore UnHoBHUKU NojaBa-
NN XoAaTancTBO 06 OCTaHOBKE AB/IEHUSA B3aMMHO-
ro COMepHMYECTBa B TPOMKOCTV MEXAY My3blKasb-
HBIMW MepPONPUATUAMMN BYAANIACKNX MOHACTbIpeW
W U3sHHes L3sodaHa, Tak Kak 3To bbl1o upesmep-
HO WyMHOo» [11, c. 923]. Taknm obpa3om, 3a ne-
puoA npasieHns AnHactuii LiHb 1 XaHb Ao anox
Cyn n TaH (221 1. go H.3.— 907 r.H.3.) pa3BuTue
PaHHUX KMTAMCKMX MY3bIKalbHbIX NCKYCCTB B 0bLLe-
CTBEHHbIX MPOCTPaHCTBaX XxapakTepusoBanoch no-
CTEMNEeHHbIM paclWMpeHneM 1 MHCTUTYLMOHaM3a-
umen. [JlaHHbIM 3BONFOLMOHHbBIA NPOLLECC 3a10XKMA
OCHOBY A/11 BO3HMKHOBEHUS 6onee npodeccno-
Ha/NbHbIX N LIMBUAN3OBAHHbBIX «TynaHbBach» (Ha-
POZHbIE YBECENNTENBHO-3PENNLLHbIE 3aBEAEHMS)
B nepuogbl CyH 1 KOaHb.

Mocne TaHCKOM AMHACTMW, NepeXMB Neproga
cmyThl 8T gnHacTnii n Jecatn koponescTB (907—
960 rr.H.3.), kK CyHckoW anHacTtum (960-1279 rr.) no-
SIBIEHWE «ryNaHbBacbl» (MyBAVUHbBIX 30H A/15 pa3Be-
YeHWI C CLieHaMK 1 KMOCKaMu) O3HaMeHOBao, UTo
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ny6anyYHOe My3blKasbHOE MPOCTPAHCTBO B APEBHEM
Kutae ctano 6onee npodpeccmoHanbHbIM 1 OpUEH-
TUPOBAHHbLIM Ha MHTEpPEeChbl FOPOXaH.

AyaHb XalhsHb nuweT: «C pa3BUTMEM BHeELLHEN
TOProBAKW, peMecesn N KOMMepPLMN NOCTOSAHHOE Ha-
ceNeHve roposoB N NMOCENIKOB HEMPEPLIBHO POC/O,
a My3blKa/ibHas Ky/bTypa ropof0B TakXe Moayym-
fla 3HauUnTEeNbHbIN Nporpecc. MHOrMe NCNOMHN-
TEeN NPUABOPHbLIX MECeH M TaHLEB, a Takxe Ta-
NaHTAnBble GONBKAOPHbBIE apTUCTBI CTATUBAANCH
B ropoja, cnocobcTBys NOSABAEHWIO rylaHbBachl.»
[4, c. 129-130]. Bacbl — KpynHble KOMMepyYeckmne
W pa3BnekaTesbHble 3aBeseHus B ropogax CyHCKoM
AVHaCTUN, NPEVMYLLLECTBEHHO OPUEHTUPOBAaHHbIE
Ha rpaxkAaHCKuM CNoi HaceneHus. B Backl MmetoT-
Cl HEKOTOpble NOCTOAHHbIE NIOLWAaAKN, Cneunans-
HO NpejHa3HauyeHHble 415 BbICTYMAEHWI KOTOPble
Ha3blBatOTCA rynaH. «Kaxabln Bacbl MOT BMeLLaTb
6onee AecATn rynaH, O4HOBPEMEHHO YA0BAETBOPSAS
NoTPebHOCTN Pa3IMUHbIX BUAOB CLLEHNYECKOrO UC-
KyCCTBa, BK/OYas MeNoANUYHOE NeHne (MHTUMHOoe
neceHHOE UCMOJIHEHME B MaioOM KPyry), U3tol (KOM-
njeKCHOe CLEHNYECKOEe NCKYCCTBO C MECHbHO, Ana-
JIOTOM W aKTEPCKMM UCMONHEHNEM), KYKOJIbHbIN Te-
aTp (MCKyCCTBO MpeACTaBAeHUI C UCNO/b30BaHMEM
KyKkon), akpobaTtunky (pasanuHble prldeckme TPHoKK
W ynpaxKkHeHwWs), pacckasbiBaHWe NoBecTen (yCcTHoe
NCNOJIHEHME MPO3aNyHbIX CHOXETOB), TaHLbl (PUT-
MUYecKMe ABUXEHMA Tena nog My3blky), CyMo (Tpa-
AVLIMOHHBIN ANOHCKWIA BUA 60pbbbl, NONYAAPHbINA
B Kutae B anoxy CyHCKOW AMHACTWUM), TEHEBOW TeaTp
(NpeacTaBaeHMs C UCNO/Ib30OBAHMEM TEHEW Ha 3K-
paHe) n apyrue.» [6, c. 25-30].

Bnarogaps 6bICTPOMY 3KOHOMUYECKOMY Pa3BU-
TUIO M POCTY HaceNeHNsa B TO BPEMS, «Bacbl» Kak
MecTa pa3BAeUYEeHNI WMPOKO PacnpoCTpaHuInCh
B ropofax, 0CO6eHHO B KPYMHbIX, TakUx, Hanpumep,
Kak baHbu3sAHb (cTonmua CeBepHort CyHCKOW AWHa-
ctnun, 960-1127 rr.). B kHure «MamaTtb o BoctouHo-
cTonn4Hom b6aecke» (JyHbL3NHb M3HbXYya JItO) 3a-
nucaHo: «['ynaHacbl 1 Bacbl B baHbL3AHE B 3NOXy
CyHCKOW AMHacTMK 6bIM OUYeHb NpOLBETaloLW M-
MU, cpeamn Hux — CaHbugsa Backl, Yxxyusao Bacbl,
baokaHMmaHb Backl, CuHbM3Hb Bachl, Yxoycu Bace,
Yskoyan Bacbl n apyrue» [10, c. 122-128]. Cpegu
HWX TakXe BblJ10 HECKOJ/IbKO MacCLUTabHbIX «Bacbl»,
Hanpumep: «Ha FOXXHON CTOPOHE YANLbI HAXOAWN-
€A yBecenuTeNbHbIN KBapTan Bacbl ceMbn CaH. baun-
Xe K ceBepy bbin YxyHBa, a sanee — Jluea. Bcero
3/leCb HacuYMTbIBaNOCh Bonee NATUAECATU TeaTpasib-
HbIX MOCTPOEK, BONLLUNX U MaiblX, CPEAN KOTOPbIX

JlotocoBas cueHa v lNMnoHoBas cueHa B YXxyHBa,
a Takke CueHa Axkwwn n ChoHoBasd cueHa B JlmBa.
Camble KpyrnHble 13 HUX MOFJIN BMECTUTb HECKOJIb-
KO TbicAY yenosek» [9, ¢. 15]. MpunBeseHHble TeKCTbI
OUKCMPYHOT BbICOKYH MOMYAAPHOCTb «TYAaHAChI»
N «Bacbl» B 3noxy CYHCKOW AMHACTUK, @ TakXe UX
3KOHOMMUUYECKYH YCneLwHocTb. B npouecce pa3su-
TMSA 1 npouBeTaHna GeHoMeH Ny6ANYHOro My3bl-
KaNbHOro NPOCTpaHCTBa B ApeBHeM KuTae, cocpe-
[LOTOYEHHbI BOKPYT NPEACTaBAEHUN B «IyAaHAX»,
MOCTENeHHO JOCTUT 3PeNoCTh. BaxkHO OTMeTUTb, UTo
6o/bLIas YacTb NPeAcTaBAEHUIA B 3TUX yYBeCeANTEb-
HbIX 3aBEAEHUAX NPOXOAUAA Ha OTKPbITLIX NOLLaA-
Kax nog HeboM, N Anwb HebonbLlas YyacTb — B 3a-
KPbITbIX MOMELLEHMSX.

Mocne CyHCKOM AMHACTUM CLLEHBI A/151 MY3bIKaJbHbIX
NPEACTaBNEHNI HE OrPaHMUMBAINCH TONBKO «IyNaHs-
camu» 1 «Bacamu». [osBaeHve HOBbIX GOpPM TeaTpasib-
HbIX NMPEACTaBAEHUN, TaKUX Kak «CnekTakaun Ha Cutait»,
«CNeKTakan Ha Kopabnsx» n apyrue, 03HaMeHOBaso
npouecc AnBepcnduKaLn 1oKaLUuij, NnpeaHasHayeH-
HbIX /15 Pa3HOro poja NPeACTaBAEHWN, CBA3aHHbIX
C ewe 60nee MacLTabHbIM BbIXOAOM M3 3aKPbITbIX —
B OTKPbITbIE FOPOACKME 30HbI. MoscHUM, yto Cntam —
CLeHa B ApeBHeM KuTae, cneumanbHO npefHasHauveH-
Has A1 OnepHbIX NpeacTaBaeHuin. Viges eé co3gaHus
nepBOHaYabHO BO3HWUKAA NOA BAVAHWEM MY3blKasb-
HbIX MaBUAbOHOB B (ry/saHsx). BAOXHOBNEHHbIE 3TW-
MU COOPY>KEHUAMM, NHOAMN YCTaHOBMAN NaBU/IbOHBI
Ha OTKPbITOW MOLWajKe, B pe3yabTaTe 4Yero nossum-
NOCb CUTall — cneunanbHOe MeCTo Afisl BbICTyre-
HWUI B My6JIMUYHOM MPOCTPAHCTBE.

Pa3BuTtHe coumyma, 3KOHOMMKM U NpoLBETaHMe
KOMMepUYecKon TOprosan cnocobCcTBOBaNN pa3Bu-
MO cuTal. VIx monyaspHocTb 1 pa3max B nepuo-
Abl MuHckon (1368-1644 rr.) n UnHbckon (1644—
1912 rr.) AMHACTMIA OTPaXKEH B BYX OAHOUMEHHbIX
KapTuHax «PncyHOK BeceHHero npasgHuka Ha bepe-
ry pekv LinHbMuH» («LiMHbMUHLIAHTX3 Ty»). MNepBas,
co3fiaHHasn XyA0XHUKOM MUHCckon anHactum Lizto
FOMHOM, n3obpaxkarolias NpeacTaBieHne Ha onep-
HOW CLeHe, aHasorMyHa rno CoAep>XaHuto N KoM-
no3nummn KapTuHe nepuoga LmHbckol guHactum,
NCMOJIHEHHOW XYAOXXHMKaMWN MMMepaTOPCKOMN aka-
AEMUN. ITO NpsAMble CBUAETENLCTBA TOTO, UTO YANY-
Hble OMepHble NpeacTaBAeHUs (CMTall) B Nepurog,
MuHckon 1 LIMHbCKOW AMHACTUI CTanu BaXKHbIM
BMAOM XYyAOXECTBEHHOW 1 pa3BieKaTeNbHON gesi-
TENbHOCTU B XXU3HW NHOAEN.

MoMMMO cuTal, COOPYXKEHHbIX Ha CyLuUe, B NMepuo-
Abl MyHCKOM 1 LIMHBbCKON AMHACTUI COXPaHUANCH

3aMMCK O My3blKalbHbIX NPEACTaBAEHMAX Ha BOAE
Tak Ha3blBaeMble YyaHbCK (Onepa Ha BOJg, rae Boja
BbICTyNaeT B PO/M cpeibl, a Kopabib — BbINOA-
HseT GYHKLUMIO TeaTpaibHOW cueHbl). B 311 ano-
XU, XapaKTepusyemble pacliMpeHnemM coobLLeHum
Mo KaHafaam U pekaM, YyaHbCW MOCTENEHHO CTanu
oueHb nonysapHbiMuU. Kopabau, ncnonblyemble ans
NpoBeAeHNsA YyaHbCK, Ha3blBaANChb CUYyaHb (KO-
pabab NpesHa3HaYeHHbIA 415 ONepHbIX NpeAcTaB-
NeHunin). B oTanume ot BBICTYN/IEHWI Ha cuTal, vy-
aHbCK, OTPaHNYEHHbIE pa3mepamMmn CMYyaHb, YacTo
OT/IMYaNNCL HEBObLIMM MacwTabom, NPOCTOTOM
bOpPMbI M NaKOHUYHOCTBIO cogepxkaHusa. O6 3ToM
B KOHL,e MUHCKOW 1 Hadane LiMHbCcKoM AnHacTUn
caenan e 3anucn YxaH [aii. MNepsas Kacaetcs
npouecca NPOCMOTPa OTAE/bHbIX OMEPHbIX CLEH
Ha axte Kynua BaH XyusaHa: «B Ty Houb [M3H TaHb-
cn cHavana c Jlo CaHem n FOin MuHem ncnoaHmn
onepHble CLEeHbl B CTUAE KyHbLUaHb ', 1 3TO OblO
HeBepoOATHO Kpacmeo; 3aTem ¢ Yxxy Canem n Cro
Li3v BbINOAHAN CLEHbI B CTUAE AMA0L3S5H 2, UTO BblN0
He MeHee 6ecTswe» [8, c. 51]. Bropas 3anucb no-
cBsiLLleHa TOMY, KakK ero CEMencTBo NOCTPOWO Bbl-
COKWW «CUYyaHb» U HafeNn0 ero Ha3BaHNEM «10y-
WKyaHb» % «Hawwm poantenn (OTHoCKTCA K OTLY YxkaH
[as vav Apyrum cTapenllm YieHam cembh) no-
CcTpouan 6onblwon Kopabab. [leHb ero 3aBeplue-
HWA npuwencs Ha 15-e Yncno ceabMOro NYHHOrO
mecsaua — MNpasaHuk CepeguHbl /leta. Bce unenbl
CeMbW, OT Aefa A0 MAAALLINX NOKOJEHUN, cobpa-
ncb 3aeck. Ina npeacTaBAeHWIA YCTaHOBUAN CLEHY
13 HECKOJIbKNX CIOEB AePeBAHHbIX peek; kopabrew
CO 3puTenAMU U3 ropoga un bansnexxawmnx gepe-
BEHb, 6ObLUMX N MaNeHbKMNX, HACUMNTbIBANOCh 60-
nee Tbicaun.» [8, c. 125].

OueBunaHoO, 4To B nepmoabl MuHckon u LinHb-
CKOWM AMHACTUI «CUYyaHb» MOTAN BAajEeTb TONbKO
Nnua ¢ onpegeneHHbIM CoLManbHbIM CTaTyCoOM UK
focTaTkoM. [1o3ToMy 66110 pacnpoCcTpaHeHo apeH-
JOBaHWe «CMYyaHb» YNHOBHWKaMW — Hamnpumep,
06 3ToM roBopuTcs B 3anuncu 33 rna.bl 8-ro Toma
KHUMM JIn J190 «3aMeTKn 0 BUAEHHOM U C/bILLaHHOM»
(«L3AHB3H u3aL3m») MUHCKOM anHacTmn: «Koraa
A 6611 B CHOHbUYXYHE, fi BCTPETUA YenoBeka no ¢a-
Muamm LaHb, n3sectHoro nog npossuitem LLusa. Ero

1. KyHbluaHbL3sH — My3blKasibHbI CTUAb onepbl KyHb, pacnpo-
CTpaHeHHbIN B NPOBUHLMK Li3sHcy

2. [vaou3snH — HapoAHbI/ My3blKa/bHbIA CTWUb, XapaKTePHbIiA
A5 NPOBUHLMMN YXKaL3aH

3. JloyuxyaHb — 60/bLION MHOFO3TaXHbl Kopabab, 06opy-
JOBaHHbIV AN NPOBEAEHWs pa3BaekaTe/bHbIX Meponpus-
TWI, B TOM YMC/IE OMEPHbIX MPeacTaBAeHN.
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COCTOSIHME OLLEHMBANOCh NMPUMEPHO B ABE-TPU ThICA-
un NSHOB cepebpa (UTO MOXHO CYMTaTb CPEAHUM A0-
CTaTKOM), OZIHaKO OH HaHWMan HoraTo yKpallueHHble
TeaTpasibHble NOAKM, NYTELLEeCTBOBa/ B CONPOBOXe-
HUW NEBUL, N aKTEPCKMX TPYMM, U MOBCHOAY 3a HUM
cnefoBany 3BYKM My3blKW 1 MeCeH, MpuBaeKkas Bce-
obLLee BHMMaHWE U Bbi3biBas nepecyabl» [7, c. 687].

CoxpaHunack Takxe 3anucb nepuoga LinHbckol
AMHACTUM O HECYACTHOM C/lyYae, MpounsoLesLlem
BO BPEMS MPOCMOTPaA «UyaHbCU»: «[laTyHbL3f0 (MOCT
[JaTyHb) pacnionarancs BHyTpu ManeHbkon 3anag-
Hol ABepun. Ha obounx 6eperax pekn HaxoauancCb
PbIHKM 1 MarasuHbl, He 0OCTaBaNoCh HY eAMHOTO CBO-
604HOro MecTa; peka 6blaa Y3KOM U MeSIKOBOAHOM.
JleTom TpuaLaTtb AeBATOrO roga npassieHnsa BaHb-
am (1611 r.) KTo-TO OpraHn3oBan YyaHbcu. MHorme
NOAW CTOSAIN Ha MOCTY, Habaroaas 3a NnpescTaBe-
HWeM, a IK0AN Ha Kopabasx MpULLBapPTOBaNNCL NOA
MOCTOM, YTODbI YKPbITbCS OT XXapbl. Korga conHue
Hayaso KNOHWUTbLCA K 3anagy, MocT pyxHya. Koanue-
CTBO NOTMOLWNX BbIIO HEMCUNCAMMO, BOZA B peke

CTana KpacHon oT kposu» [12, c. 31]. 3T0 KoCBeH-
HO CBWAETENbCTBYET O TOM, UTO B TO BPEMS «YyaHb-
cn» — GopMa My3blKanbHbIX NPeACTaBaeHUIA Ha OT-
KPbITOM BO32yXe — bblsa Ype3BblvaliHO NonyaspHa.

Mo Mepe MocTynaTenbHOro coumanbHO-3KOHO-
MUYeCcKoro pa3sutma gpesHero Kutas gyxoBHble
NoTpebHOCTM HaceneHns Bo3pacTanan, YTo Cno-
cob6CTBOBANO IBOMOLMM MY3blKalbHOIO MCKYCCTBa,
6blTOBaBLUErO B OOLLECTBEHHbIX NPOCTPAHCTBAX.
OT nepBbix NepBOOLITHLIX NAEMEH A0 MOCAeHEN
beoganbHom gnHactum (LLnH) passutue nybanyHom
MY3bIKW AE€MOHCTPUPOBAO0 TEHAEHLMN K MacLLTabum-
poBaHuto, AnBepcrdurKaLmm 1 npopeccmoHanmsa-
umMn. PaccMOTpeHHble My3blKaabHble MPaKTUKK NPOo-
wnoro cGopMMpoBaNu TPAAULMIO, Cesys KOTOPOW
npoctpaHcteo ropogos Kutasa XXI Beka gekopupo-
BaHO MHOXECTBEHHbIMW My3blKalbHbIMW ABAEHMSA-
Mu. Tak Ha PyHAaMeHTe nctopryeckmx aptedaktos
CNOXUNCA COBPEMEHHbIN GEHOMEH KUTaCKOW ny6-
JNINYHON My3bIKM, KOTOPBIA MOXHO OXapaKTepu3o-
BaTb Kak BE3JeCyLLMin 1 MHOroobpasHbIi.
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